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SOME UNPUBLISHED MOJ^fUMENTS BY LUCA 
DELLA ROBBIA. 

[Plates IV, Y, VI, VH, VIII.] 



I. The Terracotta Medallions of Or San Michele. — ^Four- 
teen medallions decorate the exterior of Or San Michele in 
Florence. They exhibit coats of arms of the various guilds,^ 
ivhose patron saints stand in architectural niches below. Five of 
these medallions are in glazed terracotta, the remainder are fresco 
paintings. From their elevated position they do not always attract 
attention and only two^ have heretofore been photographed. 
Two of the remaining three are important works by Luca della 
Eobbia, being mentioned with praise by Vasari,^ one of which 

1 Beginning with the central medallion on the Via Calzaioli and passing to the 
Tight and around the building these medallions represent the following corporations : 
(1) The Universita or General Council of all the guilds. (2) The Judges and No- 
taries. (3) The Butchers. (4) The Shoemakers. (5) The Master workmen in stone 
and wood. (6) The Armorers. (7) The Bankers. (8) The Wool merchants. (9) 
The Iron workers. (10) The Clothiers. (11) The Furriers. (12) The Physicians 
And Druggists. (13) The Silk merchants. (14) The Dry Goods merchants. There 
were twenty-one of these guilds represented in the Government of the Kepublic at 
the time of the construction of Or San Michele. See Franceschini, L^ Oratorio di 
San Michele in Orio in Firenze ; Florence, 1892, pp. 22-24. 

2 These two are the medallion of the Physicians and Druggists, Brogi, photo. No. 
4657, and that of the Silk merchants, Brogi, photo. No. 4668. 

» Vasari, edit. Milanesi, Vol. II, p. 175. 
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is now fally authenticated by documentary evidence, which the 
American Journal of Arehceology is the first to pubUsh. 

1. The Medallion of the Council of Merchants ( Universita dei 
Mercanti or Tribunale di Mercanzia), (PI. iv, fig. 1). 

The guilds, which as separate corporations adorned Or San 
Michele with statues and medallions, were united in a central rep- 
resentative body, the Universita dei Mercanti or Tribunale di Merean- 
zia, which passed upon matters of common interest and settled 
disputes. This body, which constituted a Magistratura delle Arti^^ 
is represented in statuary by Yerrocchio's group of Christ settling 
the doubts of S. Thomas, and also by the central medallion, which 
faces the Oratory of San Carlo on the Yia Calzaioli. 

The medallion, in glazed terracotta relief, exhibits the fleur-de- 
lis resting upon a corded bale of cotton. With this modification 
the arms of Florence became the symbol of the Council of Mer- 
chants. The fleur-de-lis is here colored beneath the glaze a beau- 
tiful violet against a white shield. This rests on a concave fluted 
ground of rich dark blue, and is surrounded by a polychrome 
VTreath of fruit and flowers. Cav. Jodoco Del Badia, the Archi- 
vista di Stato, has recently discovered the following important doc- 
ument, which through his kindness we are permitted to publish. 
It is found in the records of the University entitled Libro di Deli- 
berazioniy Stangiamenti dei Sei Consiglieri della Mereanzia, p. 254, 
under the date Sept. 28, 1463, and reads as follows : 

" Luce Marci della Robia intagliatori F. 25 a sold. 88 et den. 5 per 
fiorino pro parte solutionis et mercedis operis per eum facte de signo 
et arma et circa signum et arma dicte Universitatis per eum applican- 
dum in circulo posito in facie Oratorii S. Anne^ site in Platea Orti S. 
Michaelis civitatis Florentie supra pilastrum dicte Universitatis posi- 
tum in dicta facie contra Oratorium S. Michaelis ® in orto secundum 
ordinationem et commissionem operariorum ordinatorum et deputat- 
orum de mense Januarii seu Februarii 1462 (modern reckoning 1463) 
per tunc officium sex Consiliariorum dicte Universitatis pro ornando 
et decorando dicto pilastro. £ 110 sol. 10 d. 5 piccioli." 

* Franceschini, op. cit.j p. 89. 

* Now known as Or San Michele. 

^ Now known as the Oratorio di San Carlo. 
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This we translate : " (Paid) to the sculptor Luca, son of Marco 
della Robbia, twenty-five florins at eighty-eight soldi and five de- 
niers per florin, in part payment and recompense for the work 
done by him on and about the arms of the aforesaid University, 
(the medallion) to be set by him in a circular space situated in 
the fi:*ont of the oratory of St. Anne, situated in the square of 
Or San Michele in the city of Florence, upon the pilaster of said 
University situated on the said fi-ont opposite the oratory of Or 
San Michele, according to the ordinance and commission of the 
operarii appointed and commissioned January and February, 
1463, in virtue of the act then passed by the six councillors then 
governing the said University for the ornamentation and decora- 
tion of said pilaster. £ 110, soldi 10, denarii 5 (piccioli).'' 

This medallion has heretofore been ascribed to Luca della Rob- 
bia chiefly upon the authority of Vasari,'' but the discovery of this 
document puts its authenticity beyond doubt. As its date has 
now been recovered, it now assumes the position of the latest dated 
terracotta work of Luca della Hobbia. "When we examine the me- 
dallion in detail we find a directness and simplicity of design 
coupled with a very high degree of plastic skill. The hand of 
the artist is visible everywhere. Scant justice has been done to 
the color sense of Luca della Eobbia, although in this respect he 
far surpassed his successors. The violets, the blues and the vary- 
ing shades of green used by Luca belong to a color scale of great 
refinement and produce harmonious effects of a high order. 
Apart ]from their harmonies, the shades of color are beautiful in 
themselves and evince careful selection. In the wreath of fruit 
and flowers, the plums and grapes and poppies, the oranges, figs, 
pears, olives, quinces, beans, chestnuts and artichokes, the succhi 
and pine-cones and the wild roses contribute as much by their 
varying color as by their form to the charming character of the 
encircling fi:*ame. The composition of the frame consists of a 
series of bouquets, which follow each other closely enough to 
form a continuous wreath. In later products of the school the^e 
bouquets are sometimes widely separated, though generally too 
closely massed together. The plastic character of this wreath 

' Yasari, edit. Milanesi, vol. ii, p. 175. 
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proves the artist's fine observation of nature and his skill in ren- 
dering visible the varied forms of fruit and foliage. In compari- 
son with this, the wreaths of Giovanni della Robbia are monoto- 
nous in design and indistinct both in form and color. They are 
like blurred images of better work. The same varied treatment 
is seen in Luca's mouldings. He does not use the same mould- 
ings indiscriminately in different situations. Here the unimpor- 
tant leaf moulding within the wreath is treated with the utmost 
simplicity, whereas the arrises of the concha are rendered more 
ornate as well as more emphatic by means of a deeply incised line. 
Such delicate discrimination does not characterize the work of 
other members of this school. 

2. The Medallion of the Master workers in Stone and Wood.^ 
(Maestri di Pietra e Legname\ (PI. iv, fig. 2). 

This medallion of harmonious coloring and exquisite design 
may be attributed without hesitation to Luca della Robbia. It is 
an enameled painting, not a relief; nevertheless we recognize in 
it the same scale of colors, the same degree of artistic skill which 
we find in the preceding relief. It even betrays the plastic nature 
of its author, not merely by the clear forms which it exhibits, but 
some of the finest ornamentation is constructed in most delicate 
relief, which is invisible except when seen in bright sunlight and 
with the aid of strong glasses. This work is, strictly speaking, a 
mosaic composed of a large number of small pieces separately ex- 
ecuted and carefully put together. We see a suggestion of the 
design in the predella of the marble tabernacle by Luca in the 
church of S. Maria at Peretola ^ and the same technique in the 
beautiful frame in which he enclosed the tomb of Bishop Benozzo 
Federighi ^"^ in the church of S. Francesco di Paola at Bellosgu- 
ardo. But in these examples the terracotta mosaic is subsidiary 
to the sculptured marble monuments. Here it is used independ- 

8 This guild consisted of architects, sculptors, masons, potters, dealers in sand, 
whitewashers, and cabinet makers ; their protectors were Saints Castor, Sinfurian, 
Nicostratus and Siraplicius ; arms, a silver shield on red ground. Eranceschini, 
op. cit. p. 23. 

* Brogi, photo. No. 5841». 

i» Alinari, photo. No. 3396. 
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ently, and may be regarded as Luca's highest achievement in this 
class of work." 

The photographic illustration, which we publish for the first 
time, does not bring to view the more delicate portions of the de- 
sign. In the four small circles where are found the compasses, 
the square, the trowel and the hammer and chisels, the back- 
grounds contain beautiful floral designs of light green against a 
slightly darker ground. The illustration also leaves to our imag- 
ination the coloring, which is most harmonious. In the centre we 
see a large ax with a broad white blade, having a delicate blue or- 
nament and yellow handle ; surrounding it is a graceful floral pat- 
tern of light violet against a darker violet ground. The gidlloche 
or braid which forms the five circular spaces is composed of three 
shades of blue ; these colors are repeated in the large flowers of 
the outer circle. These flowers, which spring ft*om green plants 
tinged with yellow, are sharply drawn and are arranged in alter- 
nate pairs of slightly different design. The eyes of the guilloche 
and the ground for the flowers in the outer band is of a yellowish 
brown, not far from the color of the sandstone of the building. 
There is no harsh note in the coloring. The symbols of the guild 
stand out boldly, leaving no doubt in the spectator's mind as to 
the purpose of the medallion. It is a panegyric to sculptors and 
woodcarvers, addressed to the eyes of posterity through the me- 
dium of soft colors and exquisite design. 

3. The Medallion of the Physicians and Druggists ^^ (Medici e 
Speziali) (PI. v, fig. 1.). 

The highly polychromatic character of this monument is sug- 
gestive of the later products of the Eobbia school. But the more 
we examine the work as a whole the more numerous become the 
arguments for ascribing it to the elder Luca. Besides the dignity 
of treatment of both Virgin and child, and the rigid architectural 

" Vasari,. vol. II, p. 175, speaks of this medallion as an experiment, but to u^ 
it represents a later than the experimental stage. 

1* Besides physicians this guild included painters, workers in wax, perfumers, var- 
nishers, dealers in crockery, hats, stationery, glass, needles and thread, ropes, books, 
also the barbers. The Virgin was their protector ; arms, the Virgin in a tabernacle, 
painted in customary colors, on a blue shield with lilies on each side of the taberna- 
cle. Dante belonged to this guild. Franceschini, op. cit, p. 22. 
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symmetry which link it in spirit with the works of Luca, we may 
point out some peculiarities which belong to him alone. If we 
study the Madonnas of Luca apart from those of Andrea and Gi- 
ovanni della Robbia we shall find that Luca ordinarily places the 
child to the right of the Virgin, whereas both Andrea and Gio- 
vanni with equal regularity place the child to the left. The ex- 
ceptions to this rule are surprisingly few. Again, the drapery of 
the Virgin is clearly related to the drapery of the Virgin on the 
Sacristy doors of the Cathedral at Florence ; ^^ the throne is the 
same simple bench which appears in all the panels of those 
doors ; ^* the treatment of the hair is similar to that of the Virtues 
in the Portogallo chapel at S. Miniato ; ^^ and the design of the 
background recalls the border of the curtain figured upon the 
Tabernacle at Peretola. If we examine Luca's medallions upon 
the campanile of the Cathedral of Florence ^^ we shall find at least 
one peculiarity which distinguishes them from all the rest. He 
had considered that the medallions were to be placed above the 
level of the eye of the spectator, and consequently made the bases 
upon which the figures are placed slope down toward the specta- 
tor. We see the same peculiarity in his Resurrection relief, ^^ in 
his Liberation and Crucifixion of S. Peter,^^ and we see it here. 
When we examine more carefully the character of the coloring? 
we find here also reasons for attributing the monument to Luca. 
There is a quality in the light green lining of the cloak and in its 
harmony with the blue, also in the greenish-blue of the throne, 
which evinces the same refined color sense that we see exhibited 
in the treatment of the medallions already described. We may 
also observe that the manner in which the eyes are colored is 
characteristic of Luca. He indicates the hairs of the eyebrows 
and lashes by distinct strokes in blue, and distinguishes a dark 
pupil from the lighter iris somewhat roughly, not with the pains- 
taking exactness of the miniature painter. 

13 Brogi, photo. No. 4922. 
1* Alinari, photo. No. 1980. 

15 Alinari, photo. Nos. 3378-3381. 

16 Alinari, photo. Nos. 2019-2023. 

17 Alinari, photo. No. 1974. 

18 Alinari, photo. Nos. 2707, 2708. 
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This medallion, as a polychrome figured relief in glazed terra- 
cotta, occupies an exceptional position amongst the works of Luca 
della Eobbia, unless we ascribe to him also the medallions of the 
Four Evangelists in the Pazzi chapel ; ^^ but the color scale and 
method of coloring are distinctly Luca's, and very different from 
that of subsequent members of the school. 

"While we may with Vasari attribute this work to Luca, it is 
more difficult to assign to it a date. It would appear to be a later 
production than the Madonna upon the sacristy door, which was 
designed in 1446 ; later also than the Madonna upon the tympa- 
num of the church of S. Domenico at Urbino,^*^ which dates from 
1449 to 1452. It is a milder type than these and more closely 
related to a Madonna and child in a garden,^^ now in the Museo 
Nazionale in Florence, and even more closely to a Madonna and 
child in the Palazzo Frescobaldi. We may accordingly assume 
that it does not differ much in date from the Medallion of the 
Council of Merchants, and was produced about the year 1463. 

4. The MedaUion of the Silk Merchants 22 (^Arte della Seta), (PI. 
V, fig. 2). 

This medallion is not mentioned by Vasari. Its fruit frame is 
inferior to that of the Medallion of the Council of Merchants, 
and the genii who support the coat of arms call to mind the in- 
fants of the Ospedale dei Innocenti, the representations of the infant 
Christ and the cherubs, which we find so abundantly in the works 
of Andrea della Kobbia. It is not surprising therefore that An- 
drea della Robbia should be considered its author.^^ Having, 
with the permission of the government, examined the monument 
at close quarters, I am inclined to believe that there are stronger 
reasons for attributing it to Luca della Eobbia. In general treat- 

19 Alinari, photo. ISTo. 2186-2189. 

20 Alinari, photo. No. 15364. 

21 Alinari, photo. No. 2766. 

22 To this guild belonged silk merchants, silk dyers, goldsmiths, silversmiths, 
makers of banners, beaters of gold, makers of embroideries and velvets ; their pro- 
tector was S. John the Evangelist ; coat of arms a white door with red frame on a 
silver background. Franceschini, op. cit, p. 22. 

23 Cavalitcci-Molinier, Les Delia Robbia^ cat. No. 40. Barbet de Joitt, 
Les Della Robbia, p. 67. 
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ment there is a more marked resemblance between these genii 
and the genii of music on the choir gallery in the Opera del 
Duomo,^* extending even to the decoration of the hair. The 
wings also are treated more broadly and with less detail than An- 
drea was accustomed to give to the wings of his figures, and the 
eyes are the blue eyes of Luca, with the blue iris ^* and darker 
blue pupil, though with characteristic love of variety he has here 
omitted marking the eyebrows and lower lashes. The violet color 
of the door frame may be paralleled on the other medallions of 
Or San Michele more easily than in the works of Andrea. Even 
when we consider the frame we see Luca della Eobbia in other 
instances enshrining his works in frames even less elaborate and 
less skilfully executed than this.^^ If these reasons be not sufli- 
ciently strong to change the attribution, they at least limit the 
period of Andrea's authorship to his early days when most 
strongly under Luca's influence. 

5. The Medallion of the Butchers [Beccai Macellari) '^ (PL v, 
fig. 3). 

This medallion might easily be mistaken for a work of the 
della Robbia school, but it was made at the Ginori porcelain 
works at Doccia, and put in place in 1860. It was modelled by 
Leone Innocenti under the direction of Prof. Aristodemo Costoli.^ 
Two other medallions, for the guild of the Judges and l^otaries 
and for the Merchants, were also made by the Ginori establish- 
ment, but have never been put in place.^^ If we examine closely 
the Medallion of the Butchers, we find it inferior to those of Luca 

2* Alinari, photos. No. 2545x2553. 

25 There is considerable variety in Luca's method of coloring the eyes ; much 
greater uniformity in Andrea's. Many of Luca's figures have eyes with blue irises, 
but, so far as I have observed, Andrea's irises are of a hazel color. 

^ See the lunette in the Via dell' Agnolo, Alinari, No. 2511, that from S. Pierino 
in Mercato Vecchio, now in the Museo Nazionale, Alinari, No. 2773 ; and a medal- 
lion in the Museo Nazionale, Alinari, No. 2767. 

2^ To this guild belonged the butchers and sellers of fowl and of fish ; their protec- 
tor was S. Peter ; their coat of arms a black goat on a golden shield. Fhanceschini, 
op, city p. 23. 

28 Franckschini, op. cit, p. 108, note 1. 

28 These may be seen at Doccia. 
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della Robbia. The glaze has cracked much more, the colors are 
handled with stronger contrasts, and the modelling exhibits less 
care and inferior skill. 

II. Monuments at Impruneta. — Only ten kilometres to the 
south of Florence is the town of Impruneta, the collegiate church 
of which contains some of the very best works of Luca della 
Robbia. These treasures are practically unknown. The foreign 
tourist is not likely to know them, for Bsedeker and Meyer and 
Murray do not even mention the town, the Guide Joanne ^ speaks 
only of the pine trees, of a venerated sanctuary and an annual 
fair, and Marcotti^^ omits all mention of these monuments. Even 
the specialist is likely to miss them, for those who have written 
best upon the works of the della Robbia, Barbey de Jouy,^^ De- 
laborde,^ Cavallucci and Molinier,^ Milanesi,^^ Bode,^ and 
Miintz,^^ make no mention of these monuments at Impruneta. 
Brogi has photographed the three altar pieces,^ without assign- 
ing them to any author and attributes the Crucifixion relief 
vaguely to the one of the della Robbia school. 

Carocci, in his little work, I Dintomi di Firenze (1881), gives a 
notice of the church at Impruneta and its contents, and mentions 
the " stupendous terracottas of Luca della Robbia " without fur- 
ther detail. So far as I am aware the only notice taken of these 
important monuments is to be found in a rare work by Giovanni 
Battista Casotti, entitled, Memork istonche della Miracolosa Immag- 
ine di Maria Vergine delV Impruneta^ published in Florence in 1714, 
In this work Casotti gives a carefiil description of the church at 
Impruneta, treating of its history and some of its monuments, 
with special reference to the festivities and processions connected 

»« Italie du Cm^re, 1891, p. 188. 

'I Guide-Souvenir de Florence^ 1892, p. 297, 298. 

*2 Les Della Robbia, Paris, 1855. 

^ La Renaissance des Arts, Tome ii, p. 1005, ff. Paris, 1855. 

^ Les della Robbia, Paris, 1884. 

^ Notes to Vasaki, ii, p. 167 ff. Florence, 1878. 

•* Die Kunstlerfamilie Delia Robbia, in Dohme, Kunst und Kunstler, No. xlvii^ 
lialienische Bildhauer der Renaissance. Berlin, 1877 ; Luca della Robbia ed i sum 
precursori in Firenze, in Archivio Storico delP Arte. 1890 and 1891. 

*^ Histoire de V Art pendant la Renaissance. Paris, 1889-1891. 

» Brogi, photo. No. 9889-9891. 
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with a much treasured ancient painting representing the Virgin. 
The three Robbia altars are the altar of the Holy Cross, the altar 
of the Madonna, and a Crucifixion. 

1. The Altar of the Holy Cross (Plate vi). 

As we enter the church and proceed up the nave we find two 
altars covered with imposing architectural tabernacles. The altar 
to the right is now known as the Altar of the Holy Cross. This 
was formerly know^n as the Cappella del Santissimo,^^ and had spe- 
cial reference to the Holy Sacrament, as the sculptured decoration 
of the predella indicates. But a sacred treasure came to the pos- 
session of the church — large jfragments of the wood of the true 
•cross. These were presented by Filippo degli Scolari, Count of 
Temesvar and Ozora, known as Pippo Spano; they form the 
largest relic of this character in all Christendom. Hence the altar 
came to be known as the Altar of the Holy Cross.^^ Its new sig- 
nificance is represented by the beautiful central panel of gilded 
bronze exhibiting a cross with all the emblems of the passion. 
This was not made until 1636 by the sculptor Cosimo Merlini,*^ 
but the architectural framework of glazed terracotta with the fig- 
ures of S. John the Baptist and a bishop fixes our attention, and 
we regard it as one of the most important products of xv cen- 
tury sculpture. We cannot remain in the presence of such a 
monument long without recognizing in it the ripest workmanship 
of Luca della Robbia. This will become more certain as we ex- 
amine it in detail. 

(a) The Predella. Here are represented eight angels, two pair 
on either side of a central door. The door is heavy, like the door 
of a tomb. It forms a ciborium or place of deposit for the Sacred 
Host, and the angels have their hands folded in adoration. The 
two terminal angels are boy-angels, and the inscriptions which 

3^ Casotti, Memorie istoriche, etc., p. 34. 

*^ Casotti, op. cii.^ p. 35. The relic of the Holy Cross presented by Pippo Spano 
must have been in possession of the church long before this altar was built, since he 
died in 1426. But the relic may not at first have been so highly reverenced, or it 
may have been kept elsewhere. 

*i Casotti, op. cit., p. 36. Before 1636 the tabernacle may have been closed by 
painted wooden doors, as was the corresponding altar across the nave of this church. 
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they carry explain the significance of the predella. The one to the 
left carries a scroll inscribed 

PROBETAVTEM SEIPSVM HOMO 
ET SIC DE PANE ILLO EDAT, 

while the angel to the right carries the inscription, 

HIC EST PANIS VIVVS 
QVI DE CELO DESCENDIT. 

Both point toward the central sacramental door. We know of 
other angels by Luca della Robbia, all in Florence : the angels 
on the Sacristy doors of the Cathedral ; others on the lunette 
taken from S. Pierino in Mercato, now in the Museo Nazionale ; 
the beautiful angels in the lunette in the Via dell' Agnolo ; the 
angel with S. Matthew in the Pazzi chapel ; the adoring angels in 
a medallion of the Madonna and child in the Museo Nazionale. 
We might go further and point out resemblances between these 
and other well known figures by Luca della Eobbia ; but it is 
enough that we find here the same type of angel, in similar atti- 
tudes, with similar treatment of the hair and wings and drapery, 
and producing the same spiritual impression. But while in other 
cases mentioned we have no more than two angels, here there are 
eight ; so that we may recognize the method by which Luca della 
Eobbia is guided in composition. The composition is merely an 
extension of that used in the bronze doors, in the lunettes and in 
the medallion. Instead of one angel on either side of the centre, 
there are two pair of angels balancing each other ; and they fly 
toward the centre as if they were but the beginning of an angelic 
procession. The angels differ in costume and in sex ; their posi- 
tions also, with reference to the spectator, exhibit variety. As in 
other compositions Luca adopts a simple, balanced composition, 
involving repetition without monotony and showing unity though 
with considerable variety in detail. 

(b) S. John the Baptist and S. Augustine. 

In the beautiful figure of S. John the Baptist we have an appro- 
priate subject for an altar of the Holy Sacrament. He is not only 
the forerunner compared with the bishop as the successor of 
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Christ, but is essentially a figure of sacramental significance. He 
was dear to the hearts of the Florentines, and a protector of Im- 
pruneta, having a chapel in the old cloister almost directly below 
this very altar.*^ Luca had himself placed the Baptist in an im- 
portant position upon the sacristy doors of the Cathedral at Flor- 
ence. In comparing this S. John with that of the sacristy doors 
we see here a milder and less haggard type, and yet it is the same 
figure in riper form. We recognize the same general features 
of the face, the same swinging drapery over the garment of hair, 
the same strong shin-bones and carefully modelled feet ; the cross 
also has similar indented extremities, and is grasped by S. John 
in the same way. The pose here is very similar to that of the 
S. John in Fra Angelico's Crucifixion in the Chapter House of 
S. Marco, and it is possible that Luca might have been influenced 
by that great fresco, but Luca's S. John is less ascetic and more 
beautifdl. If we consider this figure in the light of what we 
already know of Luca della Robbia's work in glazed terracotta 
we find additional means of identifying it as his work. The base 
on which the figure stands slopes downward toward the spectator 
and is colored a clear brown ; the glaze is fine and hard ; the eyes 
have yellowish blue irises, with brows, lashes, pupil and iris- 
boundary of blue. 

In determining who is the bishop here represented we have our 
choice between a local bishop and a typical character. There are 
strong reasons for thinking of a local bishop, for at this time the 
church owed a heavy debt of gratitude to Antonio di Bellincione, 
a member of the Cari branch of the Agli family. He was a 
canon and the first dean of this collegiate church; he was arch- 
bishop of Raugia and bishop of Fiesole and then of Volterra. 
The old Pieve at Impruneta was very dear to his heart, and from 
the year 1439 to his death in 1477 he devoted himself to its re- 
storation. He rebuilt the church, expending from his own private 
resources more than 12,000 florins in its enrichment and endow- 
ment. Here was certainly an opportunity for the church to have 
shown its gratitude. But the good bishop does not appear to 
have become a local saint, and between his death and that of Luca 

*2 Casotti, op. cit.f p. 41. 
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della Robbia in 1482, there was none too much time for a monu- 
ment to have been raised to him by popular subscription. It 
would seem to be more in harmony with the spirit of the times 
and with the character of the monument to interpret this bishop 
as of more general and symbolic character. Upon the same sa- 
cristy doors where Luca had represented S. John the Baptist we 
find figures of the four Fathers of the Church. Two of these, 
S. Ambrose and S. Augustine, have more or less resemblance to 
the figure before us. We may accordingly assume that if only 
one of the Fathers should be selected, it would be the greatest, 
S. Augustine, who might well stand over against S. John Baptist 
as a symbol of the completed Christian faith. This identification 
receives some support from the predella, for the words Hie est panis 
qui di eoelo deseendit appear in the Romish service for the Holy Sa- 
crament under the heading Homilia Saneti Augustini EpiseojpL 

(c) The architectural framework which encircles the Holy Cross 
is the most elaborate and at the same time the most beautifdl 
framework in the Eobbia monuments. It combines the technical 
methods of enamel painting and of sculptured relief against a 
polychrome background. Where can we discover pine cones ^^ so 
finely enameled except upon Luca's monument to Bishop Benozzo 
Federighi at S. Francesco di Paola at Bellosguardo ? We may 
search the works of the Eobbia school in vain for pilasters more 
beautifully decorated than these with their exquisite fioral traceiy 
relieved against a background alternately of violet and blue and 
green. The capitals vary little from those he used in the Peretola 
monument and carry us back to the capitals of the Pazzi chapel, 
with which he was so familiar. The architrave shows a more re- 
fined sense of proportion in the relative heights of its successive 
parts as compared with the evenly divided architrave at Peretola, 
The fi-ieze, the design of which recalls the base of the tabernacle 
at Peretola and the medallion of the Master Workers in Stone 
and Wood at Or San Michele, exhibits small rosettes of yellow in 
larger rosettes of blue enclosed in twining bands of light blue. 
The strength of the design in a measure atones for the shortness 

*3 The pine cones here and in the ceiling of the baldachino suggest the pine grove 
in which the original church was built. It was known as S. Maria in Pineta, cor- 
rupted to Impruneta. 
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of the freize. The cornice and pediment exhibit a richer combi- 
nation of mouldings than any of Luca's other works. We might 
remark upon a similar use of mouldings in the Portogallo medal- 
lions and in the medallion of the Physicians and Druggists at 
Or San Michele, but this perhaps is driving the argument from 
analogy to its utmost limit. In assigning a date to this monu- 
ment we see clearly that it must belong to Luca della Robbia's 
latest and ripest period. It is a resume of his best productions. 
We feel that he had already accomplished the Peretola Taberna- 
cle (1441-1443) and the tomb of Bishop Benozzo Federighi 
(1457), and the bronze sacristy doors (1446-1467). This would 
bring the monument to close of the period of the restorations 
made by Antonio degli Agli, that is 1477. The same result is 
reached, if it be true, as we suppose, that Michelozzo Michelozzi 
was associated with Luca della Eobbia in his work at Impruneta, 
as in the case of the Florentine sacristy doors and the chapel at 
San Miniato.** The baldachinos which cover the altars which we 
are studying at Impruneta have a strong resemblance to the Cap- 
pella S.S. Annunziata at Florence,*^ attributed by Vasari to Mich- 
elozzo.^^ Now Michelozzo's death occurred between 1470 and 
1480. 

2. The Ceiling of the Church of the Holy Cross. 

The baldachino which covers the altar of the Holy Cross has a 
ceiling consisting of twelve square panels of glazed terracotta. 
These panels exhibit yellow rosettes in blue circular fluted shells, 
from the outside of which four pine cones project to the four 
angles. The mouldings are the opposed flat and raised leaf 
moulding used in the cornice of the altar piece. Analogous terra- 
cotta ceilings by Luca della Eobbia are found in the portico of 
the Pazzi chapel and in the vault of the chapel at San Miniato. 

3. The Altar of the Madonna (Plate vii). 

The altar to the left of the nave and opposite the Altar of the 
Holy Cross is known as the Altar of the Madonna. Behind the 
altar is a marble tabernacle on either side of which are terracotta 

** Milanesi-Yasari, II, p. 175 and p. 444. 

*^ Stegmann u. Geymuller, Die Arehitectur der Renaissance in Toscana^ 

PI. XIII. 

*^ Milanesi-Yasari, II, p. 444. 
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figures representing S. Luke and S. Paul. These figures are the 
work of Luca della Robbia. 

More important even in the eyes of the people than the relic of 
the Holy Cross is the ancient picture of the Virgin which this 
tabernacle contains. This painting is of the Byzantine type, and 
represents the Virgin without the infant Christ. It is highly 
venerated on account of its antiquity and supposed miraculous 
qualities, and is carried on occasions in processions from Impru- 
neta to Florence. Once lost it was found in the fields over the 
spot where ploughing oxen reverently fell with bended knees. 
This recovery of the image was figured in 1323 upon the old 
bell ^^ of the church, and upon the new bell cast in 1683, and we 
see it on the predella of the present tabernacle. It appears also 
upon a copperplate engraving by Stephano della Bella in 1633, 
from which the frontispiece of Casotti's book was copied. This 
engraving also preserves to us a representation of the interior of 
the painted doors of the tabernacle which existed up to the begin- 
ning of the last century, and which were replaced in 1712 by the 
door which exists to-day, with its floral ornaments of silver on a 
background of gold, together with a medallion representing the 
archangel Raphael and Tobias with the fish.^ This design is ex- 
plained by the fact that the door was presented by the Compagnia 
deir Angela Saffaelo, whose patron saint was the archangel 
Raphael. 

The two figures on the sides of the tabernacle we recognize as 
S. Luke and S. Paul. S. Luke, suggested on account of his sup- 
posed authorship of the picture of the Madonna, represents the 
Gospel, while S. Paul symbolizes the diffusion of the glad tid- 
ings through the Epistles. For the figure of S. Luke we find an 
analogue in the sacristy doors, but the figure of S. Paul is unique 
in the work of Luca della Robbia. The dignified spirit of both 
figures, the fine glaze, the broad treatment of the drapery, the re- 
strained modelling of the hair and hands and feet, the coloring of 
the eyes, even the ground on which they stand, all these evince 
Luca's workmanship. The attribution of the tabernacle to Luca 

*^ Casotti, op. cit p. 64. 
*8 Brogi, photo. No. 9889. 
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della Robbia is more difficult, since it resembles strongly the door 
of the Cappella del I^oviziato at Santa Croce, highly praised by 
Vasari and ascribed by him to Michelozzo.*^ It also resembles 
even more closely the beautiful tabernacle on Or San Michele 
which enshrines Verrocchio's group of the doubting Thomas.^ 
This is ascribed by Vasari to Donatello ^^ and catalogued by Mila- 
nesi^2 as made in the year 1457. The tabernacle at Impruneta 
impresses us as a weak reflection of the tabernacle at Or San 
Michele, and more likely to have been made by Michelozzo, the 
pupil of Donatello, than by Luca della Robbia. But we need not 
overlook the fact that the prototype of both monuments is to be 
found in Luca's tabernacle at Peretola. If our attribution be cor- 
rect the Impruneta tabernacle was made after 1457 and before the 
death of Michelozzo (circa 1472), and was probably slightly ear- 
lier than the Altar of the Holy Cross. 

4. The Frieze and Ceiling of the Chapel of the Madonna. 

The baldachino or chapel which covers this altar has a frieze in 
terracotta, which we also attribute to Luca della Robbia. It is 
placed on the outside of the chapel, and consists of two similar 
portions one of which faces the nave, the other the Chapel of the 
Holy Cross. On each side the frieze contains a half figure of the 
Madonna holding in her arms the undraped child holding a quince. 
These groups are in white against a blue ground. They are 
identical in treatment with a monument in the Museo ]^azionale,^ 
rightly attributed by XJmberto Rossi to Luca della Robbia.^* The 
fruit frieze in which these figures are inserted consists of polychrome 
bunches of fruit and leaves arranged in pairs or groups of four, 
analogous to the frame of the Silk Merchants' medallion on Or 
San Michele.^^ The fruit is treated in a large, effective manner 
and stands out clearly from a white background. The ceiling of 
this chapel is similar to that of the chapel of the Holy Cross. 

^ Milanesi-Yasari, II, p, 442. 

50 Alinari, photo. No. 2321. 

51 Milanesi-Yasari, II, p. 404. 

" MiLANESi, Catalogo della opere di Donatello^ 1887, p. 18. 

53 Alinari, photo. No. 2765. 

^ Archivio Storico deW Arte^ 1893, p. 7. 

» See Plate v, No. 2. 
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5. Eelief representing Christ on the Cross, at the foot of which 
stand the Virgin and S. John (Plate viii). 

In a chapel adjoining the chapel of the Holy Cross is a glazed 
terracotta round-headed relief, 1.50 m. high by 65 c. wide. It 
represents Christ upon the Cross ; above the cross is figured the 
pelican plucking her breast to feed her young with her own blood ; 
at the head of the cross is affixed the inscription .I-N-R-I-; at the 
sides of the Crucified One are weeping angels ; at the base stand 
the sorrowing Mother and the Beloved Disciple ; a skull, the em- 
blem of death, is placed at the foot of the cross. The figures are 
white against a blue background, but other colors are employed. 
The stony ground is a greenish gray, the cross imitates the color 
and grain of wood, the pelican's nest is green, while blue is em- 
ployed for eyebrows and eyelashes, aud yellow for the irises of the 
eyes. 

Having been acquainted with this monument only through the 
photograph by Brogi,^ I was prepared to find here an interesting 
example by some unknown member of the Robbia school. Great 
was my surprise when I recognized the technical qualities of 
Luca's handiwork. Here was a rocky ground similar in character 
and color to that in the Ascension relief in the Cathedral in Flor- 
ence, a similar handling of drapery and treatment of hair, and an 
identity in the coloring of the eyes. Add to this the resemblance 
of these angels to the flying angels in the Resurrection relief in 
the Cathedral in Florence, and the impression becomes still 
stronger that this relief is to be attributed to the elder Luca. 
Even the inscription at the head of the cross shows the same form 
of letters separated by the same wedge-shaped periods which are 
found on the inscription on Bishop ' Federighi's tomb. But 
strong as these resemblances might be there was an unexpected 
pathos in the spirit of the relief, which seemed at variance "with 
the calm beauty and dignity to be expected from Luca della Rob- 
bia, and which characterizes even crucifixion scenes in the works 
by his successors.^^ The types of the Christ, the Virgin and S. 

^ Brogi, photo. No. 9891. 

,s^ Compare the altar pieces at Arezzo (Alinari, photo. No. 9412), at La Yerna, 
(Alinari, photo. No. 5037), and at Piesole, church of S. Maria (Alinari, photo. No. 
3271. 
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Jotin seem to be different from those in other works of Luca della 
Eobbia. The pathos of the relief, however, and the variation of 
types are not uncharacteristic, but to be expected, especially in 
Luca's earlier work. In the PietA represented on the marble tab- 
ernacle at Peretola we find the same wringing of hands and the 
same agonized expression. This is his inheritance from Ghiberti 
and the trecentists, as we may see by comparing this relief with 
Ghiberti's treatment of the same subject on his earlier gates ^ for 
the baptistery at Florence. The Christ is also very similar to the 
Peretola type and does not differ from that of the Federighi tomb, 
though it resembles less the Christs in Luca's relief in the, Flor- 
entine Cathedral. Similarly if we should examine seriatim the 
Madonnas of Luca della Eobbia, their differences would be even 
more striking than their resemblances. Even his S. Johns repre- 
sent to us different individuals, but on this account we need not 
reject this S. John as by Luca della Robbia, especially as the As- 
cension relief at Florence contains heads of the same general 
character. 

From the comparisons we have made it may be gathered that 
this monument is approximately of the same date as the taberna- 
cle at Peretola (1441-1443) and the Ascension relief at Florence 
(ordered Oct. 11, 1446). The tomb of Bishop Federighi (1455- 
1457) abeady shows the changed treatment of pathetic themes. 

Allan Maequand. 
Princeton University, March, 1893. 



^ Alinari, photo. No. 1834. 
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TERRACOTTA MEDALLIONS OF OR SAN MICHELE. 




FIG 1. MEDALLION OF THE COUNCIL OF MERCHANTS. LUCA DELLA ROBBIA. 




FIG. 2. MEDALLION OF THE MASTER WORKERS IN STONE AND WOOD. LUCA DELLA ROBBIA. 
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FIG. 1. MEDALLION OF THE PHYSICIANS AND SPECIALISTS. LUCA DELLA ROBBIA. 
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ALTAR OF THE MADONNA, IMPRUNETA. LUCA DELLA ROBBIA, 
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CRUCIFIXION RELIEF. IMPRUNETA. LUCA DELLA ROBBIA. 



